The contents of an unpublished letter , sent to Le Corbusier from the Basses-Pyrénées during the development of the Villa Ocampo project (1928) 
Introduction
It is already common knowledge that Le Corbusier and Pierre Jeanneret literally retraced the third version of the Parisian project of Villa Meyer (1925) and submitted it as a project for a house meant to be built in Buenos Aires. The Villa Ocampo (1928) was commissioned under quite unusual circumstances. It had to be designed in little over a month for a site on the other side of the Atlantic. The client, Victoria Ocampo, did not lead directly with the architects, but through Countess Adela Cuevas de Vera, who negotiated the project from Anglet.
Several attempts have been made to justify the pragmatic attitude Le Corbusier and Pierre Jeanneret displayed when deciding to re-use a project that had been specifically designed for another place. None of them seem to be convincing enough, especially in the context of the most recent reassessment of Le Corbusier's work. 1 However, the contents of a forgotten letter, left out of the reconstruction project documents of Villa Ocampo, 2 may now be the key to understanding Le Corbusier's particular response to the site. It is the third letter Adela Cuevas de Vera sent on September 6, 1928, asking Le Corbusier to submit the "first idea" of the house. Corbusier had already finished the plans for Victoria Ocampo.
The fact that Robert Mallet-Stevens was already working at the Côte Basque might have been a stimulus for Le Corbusier, since at that time he was seen as a quite successful architect. In 1924, Adolf Loos had described him as "the most modern architect in France;" 6 his Tourism Pavilion for the Exposition des Arts Décoratifs (1925) had received great critical acclaim and he had even managed to build an entire cul-de-sac in Auteil, named after him; Rue Mallet-Stevens (1925-27) . Moreover, Le Corbusier, who had explicitly ridiculed regionalism in Vers une architecture, probably viewed the Basses-Pyrénées as a challenging region in which to test his architectural principles.
The aim of this paper is to re-evaluate the reasons behind a site exchange between Paris and Buenos Aires, studying the role of the negotiation site in a design process; to reassess Le Corbusier's critical attitude towards -17-5-003, September 6, 1928. 6 Adolf Loos, "'L'inhumaine.' Histoire féerique," in Adolf Loos. Escritos II 1910 /1932 , El Croquis, El Escorial, Madrid, 1993 , pp. 198-201. Originally published in Neue Freie Presse, Vienna, July 29, 1924 regionalism; and to map out the relationship Le Corbusier had with the Basses-Pyrénées, a French region in which he never intervened.
Negotiation Site
On August 9, 1928, and from 62, Rue de Varenne in Paris, Countess Adela Cuevas de Vera sent an off-the-cuff letter to Le Corbusier to say that she was in charge of consulting him about the construction of a modern house and also to request seeing the houses he had built in Auteil. The situation changed radically upon receiving the third letter from September 6, 1928 in which Countess de Vera explained the work opportunities at the Côte Basque, a place she knew well and from which she was negotiating the project. This was not the first time Le Corbusier had been tempted to travel to the Côte Basque. Two years earlier, in March 1926, Le Corbusier had arranged a meeting in Guéthary, 10 kms. towards the south of Anglet [ Fig. 3 ]. 15 The meeting was to discuss the project of the Villa Meyer he was going to build in Paris.
However, in the end, the encounter at the Meyer's summerhouse never took place, similarly to how he never received the expected written responses from the subsequent design versions he submitted in August 1925 , October 1925 , April 1926 and June 1926 . A split existing between Madame Meyer, the client commissioning, negotiating -and potentially inhabiting-the villa, and Madame Hirtz, the rich mother who would pay for it, 16 pervaded and tightened the entire relationship with the architect during the development of this earlier project. Le Corbusier, in his own words, suffered quite a bit while designing this villa, comparing himself to an "expectant father," since, according to him, "a house which remains on paper [was] a stillbirth." 17 One even may say that it was the split between the promoter-mother and the commissioning-and-inhabiting-daughter, which impeded the project to succeed. A comparable split existed in the Villa Ocampo project from the outset. While Madame Ocampo, the promoter of the project, would also be the inhabitant of the house in Buenos Aires, the project was negotiated by another person, and most importantly, from another place. Writing from Anglet, at the Côte Basque, and foregrounding the opportunities of an unspoilt area where to build anew, Countess de Vera must have awakened Le Corbusier's interest and eagerness to build outside Paris. It may be worth remembering that beyond the works he built in his hometown in Switzerland and a few exceptions such as the Villa "Le Lac" in Corseaux (1923) , the Quartiers Modernes Frugés in Pessac (1924) , the Maison Guiette in Antwerp (1926) , and the two Maisons du Weissenhof in Stuttgart (1927) , all of Le Corbusier's built work was located in Paris and its environs at that time.
Nevertheless, the existing split under the very conditions of the commission must have also awakened the memory of a recently failed project, or in other words, must have set off an alarm as to the insecure nature of this project. It is easy to understand then that with the idea in mind of trying to conquer a new market, Le Corbusier decided to send a project; but not a project designed ad-hoc. The assessment of the risks involved in this extraordinary commission likely led him to try to capitalize on a previous project he considered to be of a similar nature. This might be one of the reasons why Le Corbusier and Pierre Jeanneret submitted an updated project to the third they had prepared, two years before, for the Villa Meyer [Fig. 4 , 5]
"R-e-g-i-o-n-a-l-i-s-m!" and the outsiders
In the letter from September 6, 1928, sent from Villa Delphine in Anglet, Countess "Villa Lehen-Tokia" (which means "first place") and "Villa Leïhorra," (which means "refuge in land"). 20 In 1928, Hiriart built the Hôtel-Casino la "Roseraie" in Ilbarritz, Bidart, moving towards modern spatial arrangements, but still keeping a substantial amount of regionalist features on the roof.
Another extreme case was that of William Marcel, a regionalist architect from Bayonne, who in 1923 received the commission to build a hotel-casino on the terrace of the old bathhouse of Saint-Jean-de-Luz by Juste Lisch. The project needed to make a strong statement in order to convince the visitors of the Côte Basque arriving from Paris, to travel a few more kilometers towards Spain (from Biarritz to Saint-Jean-de-Luz). Marcel proposed a hotel of 140 rooms with a casino, a swimming-pool, a garage, and a series of covered galleries, forming a square towards its center, in an ostentatious neo-Basque style that was quite controversial at the time and finally was not built [ Fig. 7 ].
7. Hôtel-Casino La Pergola, Saint-Jean-de-Luz. Project by William Marcel, c1924.
The outsiders however, who visited and were impacted by the built environment of the area, were able to surpass the linguistic features of Basque regionalism, as is attested by many of the works they created during or right after their stays. The many artists of the French and German avant-gardes that spent their holidays in the area were not trapped by the colored timber, the protruding eaves and the inclined roofs, and produced instead artistic works of modern compositional order.
20 I would like to thank here Michel Sarlangue who directed my attention to the development of Bordegain and to these houses.
In 1926, Man Ray had been captivated by a classical villa on the top a cliff in Bidart, which had been built by a Rumanian aristocrat in 1912 and had been given the Basque name "Emak Bakia" ("leave me alone"). Ray was so fascinated by this place that he would convert the Basque expression into one of his artistic mottos and would even shoot a experimental film under the same name in order to claim the artistic freedom of film [Fig. 8] . 21 In 1929, Paul Klee spent a long vacation with his wife Lilly and his son, Felix, in "Villa Louisiana," another single family house in the Basque style, less than 50 meters away from "Emak Bakia." "Garden House" [Fig. 9 ], the oil-painting Klee created shortly after, blended the color of the timber and the windows-and-shutters with During his long holiday on the Còte Basque, Kandinsky even visited and bought several postcards of the Casino La Pergola by Mallet-Stevens, the real battle winner, among the outsiders, able to surpass regionalism [ Fig. 11 ].
In fact, Mallet-Stevens managed to develop the project and to build the Hôtel-Casino starting from the original and unsuccessful six-floor structure previously constructed by Marcel. 24 With materials that were new for the region, such as the steel and concrete that were otherwise very attached to the French ferro-concrete tradition, and relying on colors that went beyond the typical red and green of the Espelette pepper, Mallet-Stevens managed to create a quite balanced modern work of architecture. The building was immense, a size Le Corbusier was still dreaming of developing at that time. It was a small city in itself, with a multifunctional program that included a hotel, a casino, restaurants, boutiques, and many different other entertainments, all organized compactly in the form of a strange ocean liner that seemed to have just landed on the beach. However, despite its huge volume, a series of thinner, more slender elements and shapes placed asymmetrically were able to endow the building with an image of lightness that entered into a dialogue with the ephemeral fabric huts of the beach [ Fig. 12 ]. In terms of professional accomplishment we may say that Mallet-Stevens was far beyond Le Corbusier at that time. Moreover, Le Corbusier was conscious of the challenge implied by interventions on areas of such strong cultural and linguistic identity, as is the Côte Basque. Therefore, it must have been painful for him to realize that his most direct competitor in France had not only carried out this ambitious endeavor successfully, but the realization of this work had also allowed him to monopolize the market of a rising clientele of luxury single family houses in the southwest of France. This might be another motivation behind Le Corbusier's desire to get in on this market, causing him to send a project to Biarritz.
"I exist in life only if I can see"
Le Corbusier sent off the set of drawings he prepared for the Villa Ocampo on September 18, 1928, but the project arrived too late and never took hold. 26 However, through the debt he created on the part of Victoria Ocampo, Le Corbusier achieved something probably more important than a commission. Since, as it is wellknown, Victoria Ocampo would play a key role in the organization of his lectures in Argentina in October 1929. This indifference for the siting of a project Le Corbusier seemed to show when he recognized that a house designed for Paris could equally fit in Biarritz or Argentina, is the same he had revealed one year earlier, in September 1928, when he submitted an updated version of the Villa Meyer for a project meant to be built in Buenos Aires. However, this apparent lack of engagement with place should not be seen as a stance toward nonspecificity. As Barry Bergdoll has proposed, Le Corbusier's buildings were "types of viewing devices" for the landscape beyond it. 28 Thus, we can understand that Le Corbusier was offering a different kind of relationship with site, which did not have to do with the creation of an interviewing interior-exterior relationship; rather, with the connection between the projects and the distant surroundings they overlooked. The importance Le Corbusier gave to these "viewing devices," and his conviction that modern dwelling was about seeing, is confirmed by his famous aphorism, "I exist in life only if I can see," 29 included in the "American Prologue" he wrote to accompany the ten lectures of Argentina from October 1929.
The fact that Le Corbusier had conceived the Villa Meyer as a viewing device for Saint James Park in Paris, and probably had not been very concerned by achieving a particular engagement with Avenue de Madrid, is clearly revealed in the perspectives he created for the third version of the project. The last perspective of the seven views he put together shows clearly how he arranged his architecture as a frame through which to look [Fig. 14] . 30 This creative approach produced a constant play between the small scale of the everyday life objects in the In a similar way, it is very probable that Le Corbusier conceived the Villa Ocampo as a viewing device for the area around Park of Palermo in Buenos Aires. However, as he did not know the site, the opening he proposed was a more abstract cube of air and which could offer Victoria Ocampo through spatial experience a different kind of modern awareness. It should not be forgotten that Countess de Vera had explicitly asked Le Corbusier whether it would be possible to do something of a similar nature to the Villa in Garches, towards the side of the garden. Le Corbusier drew this cube of air, which included a mezzanine along the side of a double-height terrace, in the last perspective of the three he put together for the project [ Fig. 15 ].
15. Villa Ocampo, perspective of garden front, final project, September 18, 1928. FLC 24235. 31 See also Martínez de Guereñu, Laura, "Zeharka begiratzeko markoak: 'Ikustearen baldintza bakarrarekin existitzen naiz bizitza honetan," in Aldiri, Arkitektura eta abar, nº 9 (Ttipi), Bilbao, 2012, pp. 14-19.
As Jean-Louis Cohen has stated, the more generic projects of Le Corbusier, capable of being inserted into multiple locations, were designed as "camera lucidae" to enable distant observation. 32 Hence, the hanging gardens, window openings with sills or abstract cubes of air of these projects call all be considered "viewing" architectural elements that allowed Le Corbusier to engage with the landscape no matter the specific site in which they were inserted.
In July 1930, almost one year after his trip to South America, Le Corbusier would finally visit Biarritz en route from Spain to Paris [ Fig. 16 
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